Entertainment media are a powerful source of cultural influence. Films are especially adept at capturing and preserving for posterity the attitudes, actions, and landscapes of historical events and eras, making them part of cultural memory -society's shared recollection of past events as depicted in cultural artifacts. Nowhere is this ability better demonstrated than in cinematic portrayals of American agrarian life. In 2001, the Kellogg Institute found Americans recall agricultural landscapes as a sort of pastoral fantasy of rolling green hills, forests, and pristine fields crisscrossed by dirt roads. These images, which constitute Americans' shared cultural memory of agrarian existence, may have been influenced by film portrayals of agriculture. For this study, nine films that met criteria for inclusion of agricultural imagery, cultural significance, and release at least 10 years prior to the Kellogg study were content-analyzed for their visual and thematic adherence to the pastoral fantasy described by Kellogg respondents. Of those f ilms, only two presented agrarian imagery that did not conform to the pastoral fantasy, including depictions of a West Texas cattle ranch at the height of summer and a Midwestern farm muddied by fall harvest. The remaining films contained imagery strongly associated with the pastoral fantasy, indicating they may serve as vehicles for traditional agricultural themes. 
Introduction
Entertainment is embedded in humanity's understanding of culture. Per Stromberg (2011) , "entertainment is by now so thoroughly woven into the fabric of our existence [that] … the culture of entertainment is arguably the most influential ideological system on the planet" (p. 3). History is constantly being recreated and repackaged for successive generations in film and television dramas, comedies, and documentaries (Eley, 2001; Steveker, 2009 ). Film provides a means of historical recollection, contextualization, and even rehabilitation: As movies capture the oeuvre of a particular era, they also preserve for successive generations the attitudes, actions, and landscapes of bygone days as framed by screenwriters, directors, and producers (Caldwell, 2008) . The real power of entertainment media, therefore, lies in their ability to alter and naturalize specific interpretations of sociocultural phenomena (Chadwick, 2002) .
Agricultural production in the United States is limited to a fraction of the nation's population, though the food and fiber industry once reigned as the primary occupation of the majority of Ameri-Research cans (Conkin, 2008; Hurt, 2002; Kolodny, 1975) . As the nation has moved away from its agricultural foundations, a sort of mythology of the agrarian U.S. has emerged, hearkening back to -and even yearning for -the bucolic imagery of pre-industrial rural America. Marx (1964) notes this fantastic portrayal has pervaded American culture for centuries, culminating in cultural symbols replete with images of "a fresh green landscape … a virgin continent!" (p. 3).
This "agrarian myth" (Appleby, 1982) has been in part shaped by entertainment media; to understand society's cultural construction of U.S. agriculture, we must first understand the apparatuses through which Americans glean their knowledge about the food and fiber industry. To date, little research has been done to describe and catalog entertainment media portrayals of food and fiber production and their influences on public perception (Holt & Cartmell, 2013; Ruth, Lundy, & Park, 2005) . As part of a larger endeavor to aggregate and analyze media texts that describe, discuss, or portray American agriculture, this study was undertaken to explicate how films have created and reified the pastoral ideal of rural American life in fulfillment of National Research Agenda Priority 1: Public and Policy Maker Understanding of Agriculture and Natural Resources (Doerfert, 2011) .
Literature Review
The mechanism through which visual and narrative discourses are crystallized and preserved in the collective mind -how they come to constitute social reality -is cultural memory. Since its inception, the term has been used to describe a wide array of phenomena "ranging from individual acts of remembering in a social context to group memory … to national memory with its 'invented traditions,' and finally to the host of transnational lieux de mémoire such as the Holocaust and 9/11" (Erll, 2008a, p. 2) . "Cultural memory," therefore, is a broad conceptual framework that transcends traditional scholarly boundaries of social, material, and mental aspects of human life.
Interest in cultural memory grew in the late 1980s and early 1990s as traditional memory scholars found themselves increasingly studying questions of identity, the politicization of imagery, and the ability of narrative to shape historical thought (Sturken, 2008) . Cultural memory conceptually redefines memories as "narratives, as fluid and mediated cultural and personal traces of the past" (Sturken, 2008, p. 74) , rather than semi-permanent historical artifacts. In short, cultural memory may be defined as "the store of background knowledge that one calls upon when interpreting the everyday commonsense world" (Wekesa, 2012, p. 235; Werner, 2003 ) -a store dependent upon the individual's experiences, knowledge, beliefs, and values.
Film and television tend to present an idealized and sentimentalized version of a culture's history to their audiences:
Fictional media … are characterized by their power to shape the collective imagination of the past in a way that is truly fascinating for the literary scholar (and somewhat alarming for the historian) … [possessing] the potential to generate and mold images of the past which will be retained by whole generations. (Erll, 2008b, p. 389) These media mainstream cultural memory toward sociocultural norms and allow audiences to "discover a past that makes the present more tolerable" (Anderson, 2001, p. 23) .
In 1915, President Woodrow Wilson declared filmmaking to be "writing history in lightning" (Hansen, 2001, p. 128) after viewing Birth of a Nation. The film, which depicted an antebellum Southern society in which the Ku Klux Klan protected innocent white women and children from the threat of freed Blacks, set the stage for continued mythmaking on the silver screen. Hansen (2001) Research compared Birth to Steven Spielberg's 1993 Holocaust opus Schindler's List, stating both films "managed to catalyze contesting points of view but … they make visible the contestation among various and unequal discursive arenas in their effort to lay claim to what and how a nation remembers " (p. 127) .
In her analysis of Schindler's List, Hansen (2001) described the film as a "Hollywood product" (p. 131). Spielberg's work, Hansen argued, suffers from a Barthesian "reality effect," in which the film not only subsumes the tropes, themes, and images of previous Holocaust movies but also "uses them to assert its own truth claims for history " (2001, p. 132 ). Schindler's List, Hansen contended, also perpetuates anti-Semitic stereotypes -"money-grubbing Jews, Jew-as-eternal-victim" -while decrying the inhuman treatment of those same characters (2001, p. 132) . In this way, the film attempts to present an idealized picture of an appalling event while at the same time failing to refute the negative characterization of the victims themselves.
Cultural memory provides a flexible, innovative framework for the study of entertainment media portrayals of sociocultural issues, events, and epochs. This study focuses on a particular industry integral to culture, economy, and history of the United States: agriculture.
Methods
Film has long been studied as an important cultural artifact; this study treats feature films as texts for a semiotic, or visual sign-based, content analysis. Content analysis is defined by Krippendorff (2004) as "a research technique for making replicable and valid inferences from texts (or other meaningful matter) to the contexts of their use" (p. 18). The term "context" deserves special attention: As McKee (2001) notes, "There is no way that we can attempt to understand how a text might be interpreted without first asking, Interpreted by whom, and in what context? " (p. 138) . Content analysis cannot prove or disprove whether or not a text reflects reality; the purpose of content analysis is to interpret texts as artifacts of particular sociocultural contexts (Crawford, 1988) .
Text Selection
For inclusion in this study, texts met three criteria: They incorporated post-industrial agriculture as a plot device and/or setting; fulfilled the requirements to be considered "culturally significant," operationally defined by the researcher as receiving recognition for excellence and/or wide viewership; and were produced and distributed between 1950 -the dawn of modern agriculture -and 1990. The National Film Preservation Board (NFPB) states films cannot be considered "culturally significant" until 10 years after their release; 1990 marks approximately 10 years prior to the collection of data that grounds the semiotic framework of this study.
Texts were identified as agriculture-related using keyword searches on the Internet Movie Database (IMDB), an online resource that compiles development, distribution, box office, and thematic information related to films, television programs, performers, production personnel, and fictional characters ("IMDB Database Statistics," 2012) . To develop a substantive sample for analysis, a variety of keywords were used, including "farm," "farmer, " "agriculture," and "rural," with snowball sampling effected using the "Find Similar Titles" command.
Coding
Social semiotic codes classify and frame relationships among meanings, their realizations, and their contexts (Thibault, 1991; Bernstein, 1981) . The selected texts were coded into a typology based on the W. K. Kellogg Foundation's study of perceptions of American rural life. The Kellogg study, con-
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of the rural United States that are directly connected to the nation's food and fiber system: the pastoral rural landscape, the traditional family farm, and the decline of the agrarian tradition. This paper focuses on the first of these: the pastoral fantasy as described by Kellogg study respondents.
The pastoral fantasy.
Based on the results of the Kellogg study, the most common perceptions of rural America are tied to the bucolic landscape. A majority of respondents described rural America as a farm-filled pastoral dream world:
Respondents' notions of rural America are dominated by images of the family farm, crops and pastures … Family members toiling over a small farm stand at the center of the painting, but in the background are broad brushstrokes of rolling hills, open space, abundant trees, ditch banks and dirt roads. Taken together, this landscape comprises what many respondents refer to as "the country." (Kellogg, 2002, p. 4) 
Results
Nine texts met the criteria for selection in the study, beginning with 1955's Oklahoma! and culminating with 1989's Field of Dreams. These films represent a wide variety of production varieties and commodities, ranging from small livestock farms to massive produce operations.
Rodgers and Hammerstein's Oklahoma! (1955)
Oklahoma! (Hornblow, Jr., & Zinneman, 1955 ) is considered a classic film of the movie-musical genre. The film, adapted from the Rodgers and Hammerstein stage production of the same name, was directed by Fred Zinneman with cinematography by Robert Surtees ("Oklahoma!", n.d.). The stage play and film provide a slice-of-life homage to a tightknit agricultural community in Oklahoma Territory circa 1906. The plot details the turbulent romance between cowboy Curly McClain (Gordon MacRae) and his headstrong amour, Laurey Williams (Shirley Jones), which is complicated by the presence of Jud Fry, the lecherous hired hand who runs Laurey's small farm. Underscoring the romantic foibles of the community's young people is a current of tension between the footloose cowboys and the farmers who have more recently settled the territory.
Oklahoma! is rife with imagery related to the agrarian ideal. The film's opening credits fade in over a still shot of a traditional farm scene: a red barn surrounded by white fence, haystacks dotting the landscape, and a tidy yellow farmhouse (see Figure 1) . Following the credits, the camera pans to Curly, greeting the day on horseback to the tune of "Oh, What a Beautiful Mornin.'" A long tracking shot follows Curly as he rides past a field of waving green corn silhouetted against a brilliant blue sky and a pasture full of well-fed, bald-faced cattle. (These tracking shots are especially effective thanks to the film's screen ratio: Oklahoma! was shot simultaneously in Cinemascope and Todd-AO, two widescreen formats that allowed the filmmakers to take advantage of the natural scenery in wide shots and to compensate for the movement of the actors during dance sequences and large musical numbers.) Curley's destination is the home of Laurey and her Aunt Eller, the picturesque homestead from the opening credits. (Kazan, 1955) , an adaptation of John Steinbeck's Pulitzer Prize-winning novel of the same name ("East of Eden," n.d.) . East of Eden, Steinbeck's variation of the Biblical tale of Cain and Abel, is set in 1917 in Salinas, California, and tells the story of prosperous farmer Adam Trask (Raymond Massey) and his twin sons, Cal ( James Dean) and Aron (Richard Davalos). Adam, who longs to be a man of "great ideas," attempts to create a refrigerated train car to carry his produce to New York City. When the project fails, he loses his investment. Seeking his father's approval, Cal invests in bean production, believing the incipient war with Germany will raise the market value of his crop. The gamble pays off, and Cal gives the profits to his father as a birthday gift. Adam rejects Cal's money, being morally opposed to war profiteering; in retaliation, Cal shares an upsetting family secret with Aron, who decides to join the army. Adam is felled by a stroke, and Cal remains behind care for his father.
Elia Kazan's East of Eden (1955) In 1955, Warner Brothers and director Elia Kazan released East of Eden
In his review of East of Eden, New York Times film critic Bosley Crowther remarked upon director Elia Kazan's virtuosic filmmaking:
The use that Mr. Kazan has made of CinemaScope and color in capturing expanse and mood in his California settings is almost beyond compare. His views of verdant farmlands in the famous Salinas "salad bowl," sharply focused to the horizon in the sunshine, are fairly fragrant with atmosphere. (Crowther, 1955, para. 5) Like Steinbeck's novel, the film allegorically transforms the California countryside into Eden itself: a rich paradise of green fields where mankind may flourish. As Crowther noted, director of photography Ted McCord's palette is deeply saturated, the colors lush, the expanses wide, thanks in large part to the contemporary film technologies of Technicolor and Cinemascope (see Figure 2) . Research Figure 10 . Working in his fields at twilight, Ray Kinsella envisions the field he will build. This mirage contributes to the fantastical nature of the film (Gordon, Gordon, & Robinson, 1989) .
Discussion
Based on the results of the Kellogg study (Kellogg Foundation, 2002) , Americans' perceptions of agriculture and rural life continue to be dominated by romanticized visual tropes associated with the pastoral fantasy. These perceptions, based on recycled and often-sanitized depictions of events, constitute our cultural memory of food and fiber production and the agrarian lifestyle. The purpose of this study was to identify and describe the visual elements of well-known films that support the pastoral fantasy and, in doing so, link American cinema to its propagation.
Between 1950 and 1980, portrayals of agriculture tended to idealize food and fiber production and the people involved in the process. Films such as Oklahoma!, Giant, and East of Eden took advantage of new cinema technologies and formats to increase the visual scale of agriculture-centered texts to epic proportions. By the early 1980s, contentious agriculture policies, coupled with the gradual decline of farm numbers, brought the problems facing agriculturalists to the forefront, resulting in the spate of foreclosure-centered agricultural melodramas that endeavored -some more successfully than others -to more realistically depict the struggles of the American farmer.
Of the nine texts examined in this study, only two -Giant and Country -subvert the idyllic representation of the pastoral wonderland described in the Kellogg report (Kellogg Foundation, 2002) and instead show rural, agrarian America in less-than-stellar form. Giant, filmed on location in West Texas, truthfully illustrates the bleached-out prairies of Reata in high summer, a stark contrast to the more idealized agrarian landscapes shown early in the film. Country, on the other hand, provides the audience a realistic, almost documentary depiction of the Midwest in fall and winter. The land is bare from harvest, the skies gray and overcast, and the muddy disorder that follows a snowfall is presented without embellishment.
Despite some attempts at realism, most of the films produced in this time span aspire to present agricultural life according to the principles of the pastoral fantasy as described by the Kellogg Foundation researchers: small, storybook family farms replete with crop fields and pastures; rolling hills dotted with acres of forest and crisscrossed by dirt roads. The symbolism of rural America con-Research stitutes a typology of visual language related to traditional values. The aforementioned rolling hills and pastures represent the viability and fertility of agrarian land; the verdant shades associated with those landscapes also connote the economic prosperity associated with such fruitful country. The dirt roads, favored by a majority of cinematographers, seem to signify the rugged individualism of the traditional family farmer, set apart both geographically and dispositionally from conventional society.
The continuous and consistent repetition of these visual tropes has, over time, cemented them in American cultural memory. Though it cannot be conclusively stated that film representations of this rural archetype are solely responsible for the propagation of the pastoral fantasy, the abundance of such imagery in the films studied and their parallels to the findings of the Kellogg researchers suggest that media texts have played a key role in the cultural acceptance of this paradigm.
Entertainment media remain an understudied entity within agricultural communications scholarship: To date, only Ruth, Lundy, and Park's (2005) analysis of reality program The Simple Life and Holt and Cartmell's (2013) study of the documentary Food, Inc. populate the canon of entertainment-media research. This study, therefore, represents a preliminary attempt to delineate the sociocultural influence of entertainment media portrayals of food and fiber production across time. Based on the responses of Kellogg study participants, the agrarian mythos retains a powerful sway on society's perceptions of rural America, and further research is needed to better understand the channels through which idealized depictions are disseminated, the immediate impacts of exposure to these representations, and how agricultural communicators and other industry professionals can counteract those potential audience effects.
